ingway, but when they emerge directly from Gaines. Faulkner has had an even stronger and more pernicious hold on Gaines's abi?ties. One of the most characteristic features of Faulkner's writing is his sense of history. He is famous for the way in which he expresses this sense in his long sentences, ranging through the present, the past, the future, through parentheti cal remarks and quaUfying subordinate clauses, identifying ownership and family ties. The success of these sentences is achieved by his genius for combining the serious with the humorous. He counters his stately evocation of vast historical significance with mocking parody. The vision of man such sentences convey is that of a creature at once dignified and noble, and mean and ignominious. sentative story, the collective account of the collective black since emancipation, told by Jane when she is 110 years old, just a hundred years after she is freed from slavery. Gaines is torn between his love for the persons of his "aunts" but a rejec tion of their submission to the past, and a rejection of the persons of his "rebels" but approval of their defiance of the Southern code. Consequently, in Catherine Carmier and Of Love and Dust, his main theme is the conflict between changing the inheritance from the past and resistance to that change. He cannot follow Faulkner in an affirmation of the old, nor can he turn away from Faulkner in an affirmation of the new. He is left with a deep spUt. Faulkner's sense of history teUs him that the new will inevitably replace the old. The acceptance of this in evitabiUty makes it possible for Faulkner to shape his controlUng irony, the clash between his nostalgic wish to perpetuate what is good in the past and his realis tic recognition that the present denies him that wish. This kind of paradox, since it is embedded in nature, is subject to satisfactory fictional balance. For Gaines, however, the past with its impUeations of slavery cannot be thought of as worth preserving. Nor can the present with its impUeations of thoughtless, self-centered revolution be thought of as repugnant enough to reject.
All of these aspects of the novel produce Gaines
In The increasing maturity of Gaines's style is an index to the increasing clarity with which he perceives his theme. Thus, in Bloodline, not only does he have his style under better control than in his first two novels; he also works out an effective metaphor, whose form expresses his conception of history, the possi biUty that the present may work to make the future better than the past. The growth process does not start until the next story, "The Sky is Gray."
Octavia, like Amy, is strong and determined, but unlike Amy, she teaches her son James to meet the world with courage and dignity. "You not a bum," she teUs James as she orders him to put down his coat collar even against a freezing drizzle, "you a man." Procter Lewis, the nineteen-year-old narrator of the next story, "Three Men," whose title picks up the theme of "The Sky is Gray," carries the growth process another step. Convinced that if he allows a powerful white man to secure his release from jail he will never again belong to himself, Procter determines to refuse any such offer, hoping to acquire by such a refusal the awareness, self-dignity, and strength that Octavia sought to inculcate in James. To acquire these manly quaUties is inherently valuable and desirable, but it also means a growth of immense importance to the collective black man. Bloodline shows Gaines strugghng to reconcile his love for his "aunts" and the past they belong to with his rejection of that past and the affirmation of the "rebel." He achieves that reconciliation by examining the process through which the black male acquires the strength and the courage to attempt to modify the The Confederates are weary, hungry, defeated; and they treat Jane with the bitterness of the vanquished. The Yankees are ebulUent, optimistic, full of victory, and thoughtful of "Ticey," Jane's slave name. From one of these Yankees, Corp oral Brown, Jane takes a new name, Jane Brown, and symboUcally is born into freedom. Later, when she leaves the plantation with a group of ex-slaves, she wiU see them do the same thing, slough off the old and put on the new. These acts of birth contain a certain amount of exhilaration and hopeful ness. But they also contain depression and disappointment.
Like "Niggers hearts been broke ever since niggers been in this world," somebody young said." (p. 17) Une Isom argues that what is past cannot be helped, and that to demand a re dress of past grievances is futile. He says that he is talking wisdom. The young reject his wisdom and move on, Jane among them.
Their decision is fatal. That night, deep in the swamp, they are attacked by a band of outlaw whites, and everyone but Jane and six-year-old Ned is murdered. They cut themselves off from the protection of the plantation and find only death in freedom. They are like children; unused to the responsibiUties of independence and intoxicated by their new sense of identity, they do not sub mit easily to the social imperative of making voluntary concessions. They squab ble; they fight; a "slow-wit" tries to rape Jane. They cannot afford such conflict when they are so vulnerable to enemies. When darkness falls, Big Laura, then leader, prepares to Ught a fire. Silently, everyone gathers around her while she strikes the iron against the flint, draws sparks, starts the flame. It is a fine scene. But this first assertion of black freedom, in which the blaze of consciousness de fies the dark swamp, serves only to expose them, and they are killed.
But something of the fire remains. The massacre is not an unequivocal dis aster. Little Ned is Big Laura's son, and he has been made the custodian of the flint and the iron, the instruments of Ught and warmth. They become precious symbols for Ned and Jane. Jane's survival is also significant. Big Laura is the original black mother, whose courage, determination, and stamina transfuse blood-strength into her people. But all of her strength is not sufficient to save the Uttle band. The reason it is not is suggested by the pairing off of Ned and
